Stream of consciousness novels employ a variety of narrative techniques to depict the flow of consciousness. This article examines narrative structures underlying the subjective frame created by a sole character/narrator in two French New Novels, Michel Butor's La Modification and Claude Simon's La Route des Flandres. There is a dynamic relationship between form and content. Conventional narrative syntax in Butor's work reflects the evaluative and associative processes of the mind attempting to resolve an emotional conflict. In Simon's work, narrative structures mirror the complex embedding of four main fables as the narrative process attempts to depict the uncontrolled thought patterns evoked in a half-asleep state. The rational and the illusory functions of the mental process that differentiate these novels are reflected not only in the narrative structures but also in their global form, theme and conception of the role of language in a work of art.
Another consideration is the function of syntactic time (verb tense) and its relationship to narrative time (the time the event takes place) and the time of discourse (the time the event is being narrated).
In conventional novels, syntactic time functions as a logical indicator relating narrative time and time of discourse. In novels representing the flow of consciousness, syntactic time may lose this function and become secondary in importance to both narrative time and time of discourse. The underlying narrative structure of novels depicting the thought patterns of one or more characters would be: "Character is thinking about. . . ." "Thinking" has the semantic value of evoking past memories (the act of thinking). This mental process should be distinguished from the verbs "to think" and "to believe" when they imply a subjective evaluation of observed phenomena (an opinion about something). In this latter function, I shall consider these verbs as psychological verbs because they define a subjective and hypothetical evaluation of events. In spoken language, the verb "to imagine," in certain contexts, may be synonymous with either the verb "to think" or "to believe." However, in this study I should like to make a distinction between the verb "to imagine" and the verbs "to think" and "to believe" in order to elucidate an additional function in the mental process represented in these novels. An underlying structure of the verb "to imagine" refers to narrative segments generated by the imagination of the character alone (pure figments of his/her imagination) and not to events that have experiential value in the narrative, be they objective or subjective (the fable ). 4 Conventional narrative techniques will be defined by the following basic structures if one allows for any mixture of them within a given narrative segment: A comparison of the surface and underlying structures in selected passages enables us to identify the variety of conventional narrative techniques dissimulated by the unified psychological frame. Underlying structures refer to two substitutions: 1) the first person pronoun and present tense and 2) the third person pronoun and imperfect for the vous narrative pronoun and surface verb tense. The syntax of the first transposition identifies the free direct style. However, the second transposition may function as either the free indirect style, a descriptive narrator's style, or an imperfect of action (l'imparfait de l'action), a version of omniscient narration found in Flaubert's major works.' Unless a narrative role is ascribed to a character in the text, the free direct and the free indirect styles are by definition impossible, and the narrative pronoun cannot be considered as having an underlying first person pronoun. These transpositions will enable us to distinguish segments that represent thoughts directly from segments whose function is similar to a narrator's style in novels considered to be traditional in form, such as the works of Proust, Gide or any nineteenth-century novelist. Although this procedure seems to diminish the aesthetic and thematic functions of the vous narrative pronoun, we will see that, in fact, the comparison between surface and underlying forms brings into focus its versatility as a main narrative voice.
In the first paragraph of La Modification, thought patterns are seemingly evoked directly and simultaneously with the experience by the character/narrator, Leon Delmont. The time that the event takes place (narrative time) and the time that the event is being narrated (time of discourse) are identical and correspond to syntactic time, the present tense:
Vous vous introduisez par l'etroite ouverture en vous frottant contre ses bords, puis, votre valise couverte de Reference to the thought process gives the passage an introspective quality, and the analytical distance of the passage, its extrospective quality. The surface pronoun, vous, in these narrative segments develops the narrative on two levels. On the one hand, Cecile functions as an objective correlative, revealing Leon's state of mind, and on the other, her role and character are further developed within the narrative. It is perhaps in such passages that the versatility of the second person pronoun as a main narrative pronoun is most evident.
The similarity of the narrative syntax to a conventional narrator's style is self-evident. Transposition into the third person pronoun and the imperfect tense loses this dual function of the surface text, but does not alter narrative distance nor the quality of the passage:
Elle commencait a n'y plus penser, ou plus exactement a ne plus penser a lui pendant ce sejour parisien, car si elle parvenait a le mettre entre parentheses pendant ces quelques jours ecoules, faire comme s'il avait ete absent de However, the first part differs considerably by the lack of action in the underlying verb "to see." In comparison with action verbs or the act of thinking, the verb "to see" is passive and implies a dispassionate subjective representation of events.
In recreating the way in which reality imposes itself on the mind, description is literal, concrete, and extremely objective, even though The surface narrative does not delineate the temporal sequence of events. The reader has to reconcile four different temporal indices rather than three noted in Butor's work. The time that events took place (narrative time), the time that events are seemingly related in the surface text (apparent time of discourse), and the time events are evoked in memory (actual time of discourse) have no coincidence and do not correspond to syntactic time. Traditional narrative techniques such as the use of the third person pronoun, the preterite, and the imperfect tenses, and deviations in their internal construct add to the ambiguity of the narrative process. The first paragraph appears to be the heart of the narrative rather than its beginning. Time and place are not delineated, and narrative perspective shifts three times:
Il tenait une lettre a la main, it leva les yeux me regarda puis de nouveau la lettre puis de nouveau moi, derriere lui je pouvais voir aller et venir passer les taches rouges acajou ocre des chevaux qu'on menait a l'abreuvoir, la boue etait si profonde qu'on enfongait dedans jusqu'aux chevilles mais je me rappelle que pendant la nuit it avait brusquement gele et Wack entra dans la chambre en portant le café disant Les chiens ont mange la boue. . . .19 He was holding a letter in his hand, he raised his eyes looked at me then the letter again then once more at me, behind him I could see the red mahogany ochre blurs of the horses being led to the watering trough, the mud was so deep you sank into it up to your ankles but I remember that during the night it had frozen suddenly and Wack came into the bedroom with the coffee saying The dogs ate up the mud. . . .
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The third person pronoun evokes a possible author/narrator, the first person pronoun then defines a character/narrator observing events, and je me rappelle identifies these events as memory patterns evoked at an unspecified present. With few exceptions, the entire novel is recounted from a second-, third-, and even fourth-level narrative perspective with one fundamental difference. The third-and fourth-level narrative perspectives are never direct but related indirectly by the second-level narrator (Georges).
The internal construct of the narrative structures reflect the complex embedding of the four main fables outlined above and emphasize the distance between the time of discourse and the time the event took place. One The formal narrative style of the original French text, however, is constantly abused by violations of punctuation, parenthetical interjections, and the snowballing effect created by an excessive use of the present participle. A curious mixture of extrospective narration, internal thought patterns, and dialogue (RF, p. 143) further break down the formal narrative frame, and the focus of the narrative is not on the event but on its verbal construct and on the hypothetical nature of cardinal functions.23 The pychological frame, "Character is thinking," is completely effaced except for short segments interspersed at various points that remind the reader that the narrative is being evoked in a half-sleep state (Present of Text).
Intro-and extrospective passages are mere conjecture and almost always' introduced by psychological verbs in an indirect narrator's style (emphasis mine):
J'ai compris cela, j'ai compris que tout ce qu'il cherchait esperait depuis un moment c'etait de se faire descendre et pas seulement quand je l'ai vu rester la plante sur son cheval arrete bien exposé au beau milieu de la route . . . cet imbecile de petit sous-lieutenant se croyant oblige de faire comme lui, s'imaginant sans doute que c'etait le dernier chic le nec plus ultra de l'elegance et du bon ton pour un officier de cavalerie sans se douter un instant des veritables raisons qui poussaient l'autre faire qa c'est-d-dire qu'il ne s'agissait la ni d'honneur ni de courage et encore moins d'elegance mais d'une affaire purement personnelle. . . . (RF, I understood that, I realized that all he wanted hoped for in that moment was to get himself killed and not only when I saw him there planted on his horse fixed clearly exposed right in the middle of the road . . . that fool of a little second-lieutenant thinking himself obliged to do the same thing, probably supposing that it was the last word the nec plus ultra of elegance and chic for a cavalry officer without suspecting for an instant the real reasons that impelled the other man to do it, in other words that it was a question neither of honor nor of courage and still less of elegance but a purely personal matter. . . . (FR, p. 13) The introductory verb, j'ai compris que, generally implies rational comprehension, but in the above quotation, it refers to Georges' subjective evaluation and is equivalent to je pense que. The indirect style markers, however, create narrative distance (narrator interprets observed phenomena), and the content is introspective (the subjective intent of the characters observed), but hypothetical (Georges' conjecture). In other segments, indirect verb markers emphasize the conjectural quality of the character/narrator's thoughts (emphasis mine):
Je me suis demande s'il n'esperait pas qu'Iglesia y laisserait aussi sa peau, si tout en finissant avec lui meme it n'assouvissait pas en meme temps une vengeance longtemps desiree, mais tout bien peso je ne le crois pas je pense. . . . (RF, p. 13) I wondered if he didn't want Iglesia to get his there too, if at the same time he was ending it all for himself he wasn't also taking a longed-for revenge, but all things considered I don't think so. . . .
(FR, p. 14)
The italicized phrases indicate possibility as well as negation of that possibility. Progression of the narrative is at zero. Both passages quoted above have an underlying verb "to see" or "to observe": Character A is thinking about what Character B was doing, thinking, feeling while A was observing B.
In La Modification, the underlying verb "to see" is associated with an objective correlative or with a highly objective context (narrator/observer's style), whereas in La Route des Flandres the numerous segments that have an underlying or explicit verb "to see" are associated with a highly subjective and hypothetical evaluation of narrative events. The three narrative subjects, then, offer more flexibility to the narrative process in this novel. Furthermore, narrative subject shifting dissimulates the underlying psychological frame, diminishes the importance of the subject, and emphasizes the language texture of the narrative rather than the relationship between characters and events. A logical and temporal delineation of events (narrative time), unity of the main narrative pronoun or subject, a clearly defined time of discourse, and conventional use of verb tenses (syntactic time) are important only when the focus of the narrative is on the development of the story. In a sense, by the lack of unity among these aspects of a narrative, Simon's novel creates its own time which can be considered entirely past or entirely present.
The excessive use of the present participle reinforces the atemporal character of the narrative process in this novel. According to Brian Fitch, the present participle engrosses the reader in the present of the action without marking its duration, creates a visual effect, and transcribes subjective time." From a syntactic point of view, the present participle has a more flexible range. It represents simultaneity and can be present, past, or future, depending upon the tense of the introductory verb phase." Therefore, while rendering the action present and contiguous28 it does not violate the sequence of tenses and permits a rapid succession of actions. It reduces the necessity for cumbersome repetition of the subject which would interrupt the flow of the narrative by placing the focus on the subject. Its adjectival quality diminishes the emphasis on action. and the focus is on the flow of language. It is not the event, but the texture of language that moves the narrative.
Violation of conventional narrative syntax is fundamental to The function of literature as a representation of reality is unquestionably associated with the view that language is not an external representation of the thought-sound (pensee-son)," a self-contained symbolic system that proliferates meaning, but dynamically related to sociocultural phenomena. Although not entirely an auto-representational novel," La Route des Flandres demonstrates fundamental deviations from the conventional novel in narrative structures, global form, and mimetic function. It is interesting to note that of the three authors in the early fifties, Butor, Simon, and Robbe-Grillet, whose novels alarmed the critics of that period, Simon and Robbe-Grillet continue to ally themselves with the same literary movement, the New New Novel, whereas Butor does not." We may consider Butor a transitional figure between the old and the new, but well within the novel tradition of Proust and Gide. However, Simon (along with Robbe-Grillet in the fifties) already marks the beginning of a new direction.
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